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Abstract 
In 2007, the famous Italian car design firm Pininfarina decided to develop its own mono-branded finished goods 
business. The jump from exclusively B2B activities to B2C was a major strategic move. The project initiated with the 
formalization of a possible brand identity as being the necessary preliminary exercise. Through the study of all the 
design activities over 80 years of history and following a semiotic approach, brand aesthetics and ethics invariants were 
identified.  
Four different design teams were involved in the project and 5 main findings were identified in the course of the project: 
 Tensions exist among the various design teams because of the lack of coherence in design and each pretends to 
interpret the brand in a more consistent way 
 The creative teams feel the need for a well-defined and formalized brand identity, providing some missing 
common creative guidelines characterizing he brand 
 The design teams participated actively and enthusiastically to the process of brand identity definition 
 The President’s positive attitude towards the project and his direct involvement have been essential in the project 
success 
 The tensions among the design teams have decreased by the brand identity definition process and results 
The study had direct academic and operational implications: 
 It proved the validity of the semiotic approach to the formalization of brand identity 
 A diagnostic tool was created to measure the degree of consistency of any designed brand manifestation (car, 
advertising, architecture, car show installations…) with respect to the defined brand ethics and aesthetics. 
 Finally, Pininfarina presented a special concept car (Sintesi) at the Geneva car show in 2008 that integrated all the 
elements of the newly defined brand identity. 
Keywords: designer, brand identity, semiotics, tensions reduction 
1. Introduction 
In December 2006, Andrea Pininfarina (AP), President and CEO of one of the oldest and worldwide leading Italian car 
design firm invited a few brand specialists to a meeting at the company’s headquarters in Cambiano (a town in the 
Province of Turin in the Italian region) in order to explore the possibilities to develop the brand of Pininfarina. He 
started the meeting declaring: “I want to make money with my brand, just as Ferrari1 is doing with his.” At that time, 
Pininfarina had never designed and sold mono-branded products under its own brand. This was the starting of a 
consultancy project, which started with the definition and formalization of the Pininfarina possible brand identity and 
concluded in 2008, with a detailed business plan to launch mono-branded products and services.  
In this particular context of a project intended to develop “Business to Consumer” (B2C) activities for a product 
Designer exclusively servicing other brands, this paper shows how the definition of the brand identity helps to reduce 
                                                        
1 In 2006, Ferrari was already invoicing more with derivative objects (Clothing, accessories, books, games, etc.) than 
with the approximately 6000 cars sold yearly.  
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existing pressures among the creative, business and engineering sensibilities (Chiapello, 1998; Johansson & Holm, 2006; 
Michlewski, 2008).  
1.1 A Brief History of Pininfarina2 
Battista "Pinin" Farina was born in Turin during 1893. He began to work at age 11, in his older brother’s car body shop. 
He founded Carrozzeria Pinin Farina in 1930 in order to design, engineer and assemble cars. It is the beginning of a 
long story of car design and development for most of the famous car brands: Alfa Romeo, Ferrari, Fiat, Lancia, Maserati, 
Peugeot, Cadillac, GM, Bentley, Volvo, Mercedes, etc. and now the Chinese brands such as AviChina, Chery, 
Changfeng, Brilliance and JAC. The privileged relationship with Ferrari has marked both firms history. During the 
period of 1950s to 2014, all of the Ferrari cars (except one by Bertone) have been designed by Pininfarina. The current 
President is Paolo Pininfarina, grandson of the founder. In 2006 the company is experiencing a restructuration of its 
activities. A manufacturing site has been closed and the group is refocusing on “industrial design, sustainable mobility 
and extracting value from the brand”. The company has evolved from a car body-maker3 to a company involved in 
design, engineering and niche manufacturing for third-party companies. It is a service company active into a B2B 
environment.  
Adding a mono-branded business targeted to the consumer market to the traditional B2B activities is a case of business 
diversification (Stern & Henderson, 2004) as well as brand extension (Monga & John, 2010). This is indeed very similar 
to what Ferrari did, when it started developing its derivative business in the early period of 2000: New products for new 
consumers. Pininfarina can be categorized as a designer brand (C.M. Moore, J. Fernie & S Burt, 2000), but not exactly 
in the sense used for the fashion designers as it is exclusively active in a context of B2B environment. However, it 
meets all the requirements of a brand as defined by Lendrevie, (2009): it has a name, characteristic signs (logo, 
calligraphy…) and it can trigger emotions and mental representations with its customers4. What makes this desired 
transformation particularly relevant to the brand specialists is the fact that so far, Pininfarina has designed models for 
other companies and therefore acted essentially as the interpreter of someone else identity.  
1.2 Organization of the Design Function in Pininfarina 
As most of the leading traditional Italian car body-makers (Bertone, Giugiaro…), Pininfarina offers a full range of 
services from conception, design, engineering and manufacturing of cars. Its manufacturing and engineering 
competencies directly contribute to its design capability which in any case remains the foundation of the company 
reputation. The five Directors report to the President: Design, Image and Communication, Corporate Finance, the 
Centre of Aerodynamic and Acoustic Research and the General Manager who has the responsibility for Production, 
Engineering, Human Resources and Commercial activities.  
The three Chief Designers report to The Design Director. The distribution of specific projects to each team is based on 
the skills and history of each of them. The team specialized by clients (Ferrari, Lancia, Peugeot, and Chinese car 
companies), car typology (Concept car, convertible, sedan, trucks), or specific parts (interior or exterior), etc. The team 
is composed of 6 to 7 car designers led by a design team leader (See Figure 1). 
 
 
 
 
 
 
 
 
                                                        
2 Source: www.pininfarina.com [accessed August 15th 2014] 
3 “Carozziere” in Italian is also translated as Coachbuilder (source: Carrozzieri Italiani 2008, published by ANFIA. 
Associazione Nazionale Filiera Industria Automobilistica.) 
4 A good demonstration of the emotions that the cars designed by Pininfarina can generate may be found in the 
proliferation of the clubs of owners of the Peugeot 406 Coupe. Almost 110 000 cars were sold from 1996 till 2004. 
They still generate enthusiasm with their owners (refer to the sites www.406coupeclub.org for UK, 
www.clubcoupe406.net for France and many Internet forums).  
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campaigns, books [including the founder’s biography, (1968)], architecture concepts of the headquarters and of the 3 
assembly sites, specialized websites as well as financial reports, organograms, markets’ data, customers, competition 
and design trends, press articles, etc. 
Data were also gathered through 25 inside interviews (mainly of designers), guided by open questionnaires. We also 
performed some interviews outside the firm with Executives of Design institutions in Turin.  
The project was structured into 2 main phases with the following objectives (See Figure 2): 
Phase I 
Formalization of Pininfarina brand ethics and aesthetics 
Definition of the characteristics of the brand, products and services and of their target market segments, i.e. a 
tool to simply judge if a product or a service is compatible with the brand identity.
Definitions of the products and services that the brand should offer to the market.
Guidelines for introducing a rigorous brand identity management and culture.
Phase II 
Drafting of detailed business plans for each selected activity with a Master Coordinating Plan. 
Recommendations of organizational changes.
Figure 2. Objectives of the consultancy project 
2.2 Brand Identity 
The first objective of phase 1 was the formalization of the brand identity. We considered that at a time of developing 
mono-branded products, the formalization of Pininfarina brand identity was not only a significantly important reflexion 
process but also the first necessary methodological step. So far, the brand management logics were not really developed 
at Pininfarina; deciding to go after the B2C market with mono-branded products made the need for brand management 
unavoidable. 
The identity-based brand management approach has developed strong support since early 1990’s (Kapferer, 1992; 
Upshaw, 1995; Aaker, 1996; de Chernatony, 2006). According to Burmann and Al, (2009) consider the notion of brand 
identity as the theoretical basis of their brand equity model. As per the O’Shaughnessy, (1987) is quoted by Burmann 
and Al, (2009) as stating that: ”Brand identity constitutes a necessary condition for maintaining buyer’s trust, which in 
turn is the basis for long-term customer relationship and brand loyalty.” 
We also consider (Chevalier & Mazzalovo, 2004 and 2012; Mazzalovo, 2012), as per the findings of these studies are 
going to confirm that a clearly formalized brand identity is a major federating tool for all the creative and 
communicating departments, ensuring a strong coherence in all of the brand manifestations. 
The last reason which led us to choose to start the project by a brand identity definition is due to the fact that the 
identity issues are at the heart of the nature of the design activities. The designer needs to constantly resolve the 
dilemma existing between the brand own identity and his own “point of view”. As he is supposed to interpret the clients 
brand identity without renouncing his own. Ferrari, like Peugeot, comes to Pininfarina for its specific way of designing 
cars, for its unique interpretation of their brand within the context of a particular project. Haute Couture and 
Ready-to-Wear, because many designers work both on a brand collection as well as on their own, offer various 
examples on how the identity dilemma is resolved. In general, Couturiers are either good interpreters of the brand they 
design for, or strong designer of their own brand. Karl Lagerfeld is a virtuoso interpreter of Chanel. The collection he 
markets under his own name has never known a great recognition. We could say the same for Galliano when he was 
designing Dior collections, whereas Narcisso Rodriguez has experienced better success with his own collections than 
for his work for Loewe in the late 1990’s.  
Theoretically, the formulation of Pininfarina own brand identity was developed using Floch’s semiotic approach (1990 
and 1995). Floch was a leading member of what has been called l’Ecole de Paris (Coquet, 1982), or the school of 
narrative semiotics (Groupe μ, 1992) rooted in structuralist teachings of Greimas in the 1970’s. Floch’s brand identity 
scheme is based on Saussure’s (1916) approach to sign (signifier and signified), then taken up by Hjelmslev, (1971). 
Floch’s contribution is his focus on the invariant parts of the 2 levels of expression and content, in line also with 
Ricoeur’s, (1990) notion of narrative identity. The scheme, later on called the brand identity hinge, has been taken up to 
illustrate specific brand issues by Heilbrunn, (2000); Semprini (1992 and 2005); Chevalier & Mazzalovo, (2004 and 
2012) and Mazzalovo & Darpy, (2014) fundamental hypothesis of all the researchers who use the semiotic approach to 
brand identity is that brands need to produce meaning in order to be competitive.  
3. Findings 
Five key and interrelated findings were put as evidence:  
1) Existence of Tensions Among the Design Teams 
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There is a widespread feeling within the organization that the recent Pinifarina design projects may not have been as 
characteristic and homogeneously focused as before. Design team leader (3) declares: “In the past 15 years, our designs 
have been less coherent than before”. The Deputy Communication Director is even more explicit: “In the past car 
body-makers used to have both the eye and the hand… I have sometimes the impression that we are left with the hand, 
how to recuperate the eye?” 
This lack of coherence in design triggers tensions among the design teams. They respectively feel that they understand 
and interpret Pininfarina brand better, as expressed (very often with caution) in some interviews. Critics on design 
coherence focus primarily on the extra non-automotive design projects:  
“Extra is designing beautiful objects… however not necessarily Pininfarina (Design Team Leader 3) 
“There is a lot of heterogeneity in the non-automotive designs… It is pointless to try to systematically apply 
automotive lines and shapes to non-automotive products.”  
“I do not know them (Extra) well… we are very much apart.” (Design Director) 
“The Extra contract with Keating to design a hotel in California should have been managed more rigorously. 
The Ferrari red which has been used in the decoration is not a characteristic of Pininfarina.”  
“The small objects (Extra) are often over-designed.” 
“The design of the jet interior reflects ostentatious, old luxury, without soul.”  
“There is no common vision between Extra and the car design teams yet what is the difference between a car 
and a jet plane interior design?" (Deputy Communication Director). 
“In their field (Extra), you can design without being a specialist and therefore perhaps being more innovative. 
However, beware of gratuitous design." (Chief Designer 3) 
“The contracts of Extra with its clients do not include clauses related to Pininfarina image (e.g. Snaidero).” 
(Communication and Image Director). 
“There is a gap between the worlds of Car Design and Extra.”  
“Extra has the tendency to transfer a specific car design language into other objects.”(Director of a Turin 
Design School)  
These perceptions are also shared by some Extra’s employees: 
“Certain objects have been overdesigned (divani Nieri) and certain projects insufficiently controlled (Keating 
hotel).” (Extra R&D Director) 
These tensions are often expressed as a lack of communication among the design teams: 
“There is an iron curtain in between the design departments.” (Extra Commercial Director)  
“It is a pity we do not work more together” (Chief Designer) 
These communication difficulties among creative departments are reinforced by the professional project secrecy that the 
nature of the design work imposes as the Director of Communication and Image recognizes it: “The culture of secret 
creates difficulties for the communication department.” It naturally affects also the rapports among the various design 
teams. 
The organizational tensions go beyond the realm of the design departments. A few comments relate to the rapports 
Design has with the Engineering department: 
“We are not integrated enough with the engineering.” 
“Even engineers need to have that sensibility... They are not very creative.” (Design Team Leader 3) 
“Engineers are not creative enough” (Head Designer for special projects) 
2) The Creative Team Feel the Need For a Well-defined Brand Identity 
Creative teams do not show any type of reticence with respect to brand logics, especially when exposed to the semiotic 
vocabulary and notions related to brand identity. There was already a strong awareness of the lack of guidelines for the 
management of the Pininfarina brand, hence the call from the Designers for more stringent and formalized guidelines 
that they expect the brand identity would provide. Some of the comments were quite explicit in expressing the need for 
a formalized brand: 
“We never had any brand management as such; we relied on the exceptional individuals of the family.” 
(Special projects Director). 
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“Today we do not have a branding culture.”  
“There are obvious organizational issues in managing the brand. Who is supposed to have the best sensitivity 
to Pininfarina image?” (Deputy Communication Director). 
“We all believe in the strength and potential of the brand”. (Design Team Leader 3)”. 
“We have lack a proper discourse on the brand… We need a strong and coherent brand”.  
“A formalized brand is necessary for the car design teams, but is even more important for the Extra team”. 
(Vice-Director Business Development for Style and Engineering). 
3)  The Design Teams Actively Participate to the Process of the Brand Identity Definition 
All of the contributions of designers have been essential in the formalization of the brand identity. They took the 
opportunity of the project to express their own vision on the brand. Their inputs brought vital contributions not only to 
the aesthetic dimension as it was expected but also on the ethics invariants. 
We have gathered some examples of their input which contributed to the final formalization of the brand identity as can 
be seen on Figure: 4 which show the synthetic results, positioned on a brand hinge according to Floch’s scheme.  
“Pininfarina creates the most beautifully proportioned cars.” 
“Pininfarina has a unique holistic approach.” 
“Balance, iconic simplicity, elegance, sporty nature” (Head Designer for Special Projects. Design team 2) 
“reserved, subdued… Piemontese.” 
“air…, aerodynamism”. 
“Never a casual (or gratuitous) design.” (Design Team Leader 3) 
“Excellence, a particular relationship with time, Italian, proposing a dream.” (Vice-Director Business 
Development for Style and Engineering). 
“Harmonious proportions; cleanliness of the shapes; timelessness.”  
“It is not cosmetic design” 
“Make the object expressive” (Design Team Leader 2) 
“We are a luxury brand”. (Managing Director) 
“Air flow on surface... interfaces with nature... fluency, tension, balance, dynamism, nature, freedom...”  
“Technological innovation as an aesthetic opportunity” 
“Volumes/proportions... nothing casual or gratuitous... It is the whole which makes sense, not the single 
factor… geometric consistency...” 
“Not only a style, a philosophy.” 
“Pininfarina, as a mediator, resolves the dialectic between earth and air”. 
“The Florida II (Figure 3), Pinin’s personal car, is the ultimate symbol of Pininfarina philosophy: elegance, 
innovation, simplicity, refinement and dynamism.” (Presentation on 19.1.2007 in occasion of the 
Mitomacchina exhibition) 
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Figure 3. The Lancia Florida II Designed and Built by Pininfarina (1957) 
"In this approach, we do not only create consistency in geometry but also in the character and the personality 
of the cars. And that what brings transparency and honesty in our approach, which keeps Pininfarina’s cars 
current over time." 
"Pininfarina’s design is both simple and complex at the same time. The complexity is expressed in the volumes 
distribution, in the harmony of proportions, in the internal geometries of the shape... whereas the simplicity 
allows for an immediate communication of the car personality." (Design Director) 
“Soft lines with tension, round shapes and corners, care in the treatment of surfaces, balance of volumes, 
innovative texture, dynamism that mean different front and rear view.” 
“Aerodynamics was and is in the heart of design through the generations” 
“Elegance, essentiality, innovation.” (PP) 
“A perceived lightness” (AP) 
"Dynamic, fluid, aerodynamics, lines of strong character, innovation, classicism, universal sporty, elegant, 
simple." 
"Natural union of form and function." 
"Always a serious intellectual project, never just aesthetic." 
"Thinking forms according to social concern." (Chief Designer 1) 
“Aesthetics that lasts; ethics of seriousness.” 
“We innovate, we find new aesthetic solutions.” 
"Smooth, classic and strong shapes the right curved surface5.. the quality of the surface." 
"Overcoming the constraints through aesthetics as a solution to technical and financial issues." (Chief 
Designer 3) 
“Strong Piedmonteses culture… absence of a communication culture.” 
“A serious Piedmonteses engineer, great technical know-how; anti-fashion; very innovative, even if it may 
not seem to a non-specialist.” External observer (PR of Torino 2008. World design Capital).  
“Un monstre sacré” 
                                                        
5 “Il bombato giusto” 
Business and M
 
« Des
Torin
All of the sta
included in th
it becomes a v
The comment
prepared by th
Another deter
document wh
fundamental b
“In m
how 
want
“It w
shap
“I we
seein
“I lik
These stateme
major organiz
mon-branded 
Concluding on
formalized Pi
design teams 
them. As it of
themselves. 
                     
6 “Siamo carr
anagement Stud
igners must b
o 
ff interviewed
e ethical invar
alue of the bra
s and indicati
e consulting t
Figure 
mining sourc
ich had been
asis for the br
y work in the
the wind was
ed to copy tho
as necessary t
es of the birds,
nt often to the
g always as ne
ed the cars wi
nts allowed u
ing principle
products and s
 this third es
ninfarina bran
into the proce
ten happens, 
                      
ozziere” 
ies          
e touched by 
 insisted that 
iants, the belie
nd, a commit
ons given by 
eam. 
4. Pininfarina
e of the bran
 somewhat fo
and aesthetics
se times I thou
 shaping the 
se lines for my
o use new for
 the beautiful 
 banks of the 
w in its slend
th simple lines
s to establish
s of the bran
ervices. 
sential finding
d identity tha
ss of the bran
the process of
             
            
nature genius
their professi
f that Pininfa
ment applied t
the interview
’s Brand Ident
d identity ha
rgotten if no
 as it clearly c
ght about the
snow at the e
 projects.” (P
ms maybe copy
profiles of cer
Po to observe
er simplicity.”
, sober, rathe
 clearly what 
d aesthetics w
, we can also
t will be dev
d identity de
 participation 
             
118 
.” External ob
on was the o
rina is the ulti
o all creative a
ees were discu
ity Expressed 
s been the bi
t never read 
haracterized th
 line of the wi
dge of the ro
age: 201). 
ing from natu
tain fish, and 
 the beautiful 
 (Page: 33). 
r than with ric
was to be cal
hich was su
 sustain that, b
eloped in the
finition has co
of the protag
            
server (Dirett
ne of a car bo
mate car body
nd decision-m
ssed in group
According to 
ography of B
by most of 
e founder’s p
nd. Going in w
ad, sculpting 
re which is al
also of certain
boats, their pr
h ornaments, 
led “The air 
bsequently u
eyond the ob
 implication p
ntributed gre
onists acquire
             
ore dell’Istitu
dy-maker6, w
-maker. From
aking activiti
s. The ultima
Floch’s Hinge
attista (Pinin)
the designers,
urpose. Battist
inter in the m
either curved
ways modern 
 fantastic inse
ofile that neve
artistic intenti
connivance” (
sed in the de
vious benefits
arts, the shee
atly to the ten
s as much imp
    Vol. 2, No
to Europeo di 
hich is why 
 being a factua
es. 
te rationaliza
 
 Farina, (196
 was welcom
a declares: 
ountains I co
 or sharp sha
and relevant; 
cts.” (Page: 5
r changes tha
ons.” (Page: 2
See Figure: 5
finition of th
 of a strongly
r participatio
sion reduction
ortance as th
. 1; 2016 
Design) 
we have 
l status, 
tion was 
8). This 
ed as a 
uld see 
pes... I 
see the 
5). 
t I was 
3). 
) as the 
e future 
 desired 
n of the 
 among 
e results 
Business and M
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figu
4) The Pre
By explaining
the Designers
demonstrated 
meeting, AP d
strive for a mo
should not on
works for othe
5) Tension
Process and R
Strong eviden
Brand Identity
Directors. Ea
contribution in
felt committed
The Brand Ide
for the measur
is a simple d
respectively w
make a judgem
the Design tea
discuss ration
advertising, lo
anagement Stud
re 5. “Air Con
sident’s Attitu
 the strategic 
’ motivation. T
how crucial 
eclared: “If w
re integrated 
ly help in deve
r brands.” 
s Among the
esults 
ce of tension 
 definition w
ch Designer 
 the final ver
 to it. 
ntity hinge wa
e of the degre
iagram made
ith the aesthe
ent of coher
ms agreed on
ally on aesthe
gos, etc. 
ies          
nivance” as th
de and Invol
importance of
he Pininfarin
the project w
e look at the 
designs. Our 
loping our ow
 Design Team
reductions cam
as somewhat 
directly parti
sion. The pro
s then develo
e of consisten
 of two axe
tic and ethic 
ence of the de
 the final resu
tics and ethics
            
e Organizing 
vement has b
 the project an
a brand projec
as for the co
40 design proj
own “writing”
n mono-bran
s are Resolv
e in when we
“institutionaliz
cipated to th
cess gave a st
ped into a diag
cy of specific 
s measuring 
invariants. We
signs of past 
lts presented i
 consideration
             
119 
Principles of t
een Essential
d showing hi
t was launche
mpany’s futu
ects we carri
 should be fel
ded products 
ed or at Le
 started using
ed” after hav
e Brand Iden
rong legitimac
nostic tool (th
brand manifes
the degree of
 organized se
cars and objec
n Figures 6 an
s on Pininfari
            
he Design of t
 for the Succe
s strong perso
d by AP in a 
re. For instan
ed out in 2006
t in all our cre
but also give 
ast Reduced 
 the results of
ing been pres
tity elaborati
y to the resul
e ESTET dia
tations with th
 consistency 
veral meeting
ts with respec
d 7, demonstr
na’s designs. 
             
he Mono-bran
ss of Project 
nal commitm
formal meetin
ce, in a com
, it appears c
ations. The b
us clear guide
by the Bran
 the initial ph
ented and acc
on and coul
ts of the proje
gram, see Figu
e ethics and a
of a specific
s with the de
t to the defin
ating a capac
The process w
    Vol. 2, No
ded Products
ent, AP contri
g. In all occas
pany monthly
learly that we
rand definition
lines in all ou
d Identity De
ase of the proj
epted by the B
d recognize h
ct and all par
res: 6 and 7) 
esthetics inva
 brand mani
sign teams in
ed Brand Iden
ity to work joi
as applied al
. 1; 2016 
buted to 
ions, he 
 Design 
 have to 
 project 
r design 
finition 
ect. The 
oard of 
is own 
ticipants 
allowing 
riants. It 
festation 
order to 
tity. All 
ntly and 
so to the 
Business and M
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 6. Ev
 
 
 
 
 
 
 
 
 
 
Figures 7. Eva
3.1 Practical I
In addition to
among creativ
A sem
A diagnostic t
anagement Stud
aluation of the
luation of the
mplications 
 having demo
e departments
iotic-based m
ool to measur
ies          
 Consistency 
 Consistency o
nstrated the u
. The followin
ethodology to
e the degree o
            
of Various Hi
f Various Hist
sefulness of a
g tools and m
 formalize a p
f coherence o
             
120 
storical Autom
orical Extra O
 clearly defin
ethodologies w
ossible brand
f any brand m
            
otive Designs
bjects Design
ed brand iden
ere develope
 identity. 
anifestation w
             
 in Terms of E
s in Terms of 
tity in appeas
d: 
ith respect to 
    Vol. 2, No
thics and Aes
Ethics and Ae
ed interrelatio
the ethic and 
. 1; 2016 
thetics 
sthetics 
nships 
aesthetic 
Business and M
 
dimensions of
3.2 At Pininfa
The identity o
The brand id
communicatio
with the Bollo
 
 
 
 
 
 
 
The Brand I
strategic d
 
 
 
 
 
 
 
 
These Pininfa
brand. 
4. Limitation
This research 
The c
notio
The l
and i
The 
well-
as th
More
mana
comm
Kapf
anagement Stud
 a pursued bra
rina’s Level, T
f the possible 
entity elemen
n and the crea
ré Group’s ba
dentity study 
evelopment pl
rina implicatio
s 
paper has all t
omplexity of 
n of brand ide
essons derived
rreproducible
enormous am
documented P
e most meanin
over, we hav
ging instrume
unication. Th
erer, (2003), w
ies          
nd identity (th
here are Stra
Pininfarina’s b
ts which cam
tion of the co
tteries. They s
Figure 8
led to the deve
an of the new
Figure
ns can possib
he limits of ca
the reality ob
ntity, for exam
 from the stu
. 
ount of data 
ininfarina’s c
gful. We were
e chosen the n
nt to offer g
e 2 approach
ho write: “B
            
e EST-ET dia
tegic and Ope
rand has been
e out of the 
ncept car “Si
erve as basic g
. Pininfarina 
lopment of a 
 Pininfarina br
 9. Pininfarina
ly be inferred
se studies (Fly
served is nece
ple, cannot gr
dy are not nec
available ha
ar designs and
 also limited b
otion of bran
uidelines all p
es are current
rand personal
             
121 
gram).  
rational Impli
 defined in ter
formalization 
ntesi” (See Fi
uidelines for 
“Sintesi” Conc
detailed possib
and activities 
 Brand Univer
 to similar ca
vbjerg, 2006;
ssarily oversi
asp all of the 
essarily gener
s been a sou
 communicati
y the 3 month
d identity rat
ersons who w
ly used by aca
ity is a useful 
            
cations: 
ms of ethics a
process have
gure 8) and th
all future proj
ept Car, (200
le brand univ
(product and s
se: Imaginair
ses of transfo
 Hodkinson &
mplified by th
wealth of defi
alizable to oth
rce of analyt
on required m
 time framewo
her than bran
ould promot
demics and p
concept, but b
             
nd aesthetics 
 been integra
e electrical ca
ects. 
8) 
erse which ser
ervice categor
 
rmation from 
 Hodkinson, 2
e analytical s
ning characte
er cases, the 
ical difficulti
aking choices
rk of the proje
d personality 
e the brand t
ractitioners. A
rand identity 
    Vol. 2, No
invariants. 
ted into the c
r (Bluecar) de
ved as a basis
ies). See Figu
B2B designer
001): 
chemes applie
ristics of a bra
context being
es. The 80 y
 on what looke
ct. 
in order to c
hrough creati
long with Azo
has more face
. 1; 2016 
ompany 
veloped 
 to the 
re 9. 
 to B2C 
d. The 
nd. 
unique 
ears of 
d to us 
reate a 
on and 
ulay & 
ts than 
Business and Management Studies                                                                Vol. 2, No. 1; 2016 
122 
 
the personality facet alone.” we believe that the notion of identity is richer and more rigorous especially in its 
semiotic approach. 
5. Originality/Values 
There are no documented examples of the passage from B2B designer to B2C Company. This has been a unique 
opportunity to be called by one of the greatest car designer, in order to help in this transition. We had this rare chance of 
grounding our study in an actual ground reality, revealing all the complexity of design projects and helping us in 
understanding the complex inter-relationships of design teams. 
Furthermore, this study has proven that in a case of inter-departments tensions, participation to common projects may 
help in their resolution. However, two conditions seem indispensable: 
The top Management support to the project is fundamental. 
The department teams need to be convinced of the usefulness of the project results. 
This has also been a unique opportunity to apply to its fullest extent a semiotic approach to brand definition and 
management. The results have been presented up to the board level and accepted (and used) by the staff and executives 
in communication and design. The process has also confirmed the validity of the ESTET diagram as a diagnostic tool of 
coherence of brand manifestations with respect to brand identities. 
6. Conclusion 
One axis of further research would be return to the same company a few years later and observe whether the consensus 
built during the common project lasted over time. 
Comparisons with similar common projects in different fields as strategy, organization, and diversification could also be 
fruitful in our understanding of the processes of attitudes changes in corporate environment. 
As for Pininfarina Company, the case study had a major direct and lasting impact on the management. It served as a 
guideline to all the company development and communication activities. The most spectacular has been the concept car 
“Sintesi” presented at the Geneva car show in 2008. The project had been conceived by the Chief Designer and AP to 
present and respect all the factors of the Pininfarina’s brand identity as formalized by the study.  
The website (accessed on October 24th 2014) language shows also that the results of the work done on the brand identity 
are present in the brand communication. We can read for instance that: “Pininfarina DNA7 today is the same as in the 
thirties: the centrality of the design, the aesthetic sensibility capable of creating timeless beauty, the constant striving 
for innovation, the strength of a tradition that brings together industry, technology, and stylistic research, the ability to 
interpret the client's needs without altering the brand identity.” 
Since Andrea Pininfarina’s death on August 7th 2008 in a Vespa accident, the brand development project has been held, 
waiting for new investors to restructure the group and mobilize the necessary financial resources to launch the 
implementation of the brand in terms of mono-branded products and services.  
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